Defined by some critics as the ultimate national cinema movement piece, Halit Refiğ's I Lost My Heart to a Turk (1969), the love story of a German woman and a Turkish worker in the ancient town of Kayseri becomes an allegory for the Turkish nation's identity crisis. This paper identifies the parameters used by Refiğ to position the Turkish identity in his film and emphasize the special role of women in Turkish modernization.
Refiğ soon understood what being an intellectual in Turkey meant: It meant alliance with the reforming military-bureaucratic elite. Being a Turkish intellectual meant having an agenda to enlighten people, to force them to deny the history between , to tell that their religion is false and their language and customs have to be purified and made national.
Finally, being a Turkish intellectual filmmaker at the time meant having to work in a profitbased market that cares little for education, talent, vision and ideals and is for entertainment only.
Refiğ made a deal with producers: for every blockbuster he produced he would be given crew and equipment to shoot a cheap personal project. This explains how he still survived within the system even when his more intellectual films failed in the market.
Halit Refiğ launched his first attack on split Turkish identity in 1961 with Forbidden Love
(Yasak Ask). He formulated a love triangle roughly corresponding to three pillars of Turkish identity: the westernized-scientific, the Ottoman-Islamic and the Turkish-nationalist republican.
Refiğ had always been an ardent reader of Halit Ziya Uşaklıgil who was an elite novelist of the 19 th century who dealt with issues of westernization and alienation of the intellectual in civilian and military bureaucracy. He adapted Aşk-ı Memnu, (forbidden love in Ottoman Turkish)
as Yasak Aşk (the modern Turkish version of the title). In this film, Refiğ created his famous love triangle: a young woman married to an old man with a lover who is the husband's relative, usually a nephew. This way Refiğ created an elaborate allegory. The Ottoman past is represented by the husband and is cheated by the young wife who in turn represents the Turkish element and finally the seducer who represents westernization.
Refiğ's uses women characters as allegories for the Turkish nation. This is a process of using women in reference to a national allegory (qualities of Islam-Turkishness) as national experience resulting from an intentional process of encoding especially when particular individuals are presented as representative of a group or when the recapitulation of the past is taken as the disguised discussion of present dilemmas (Xavier 1999: 334-35) . Such encoding works at both conscious (that of the artist/creator) and unconscious (that of the reader of the text) levels. In terms of film the allegory can be read in both horizontal (narratological successions of shots to create time-space) and vertical (cultural codes, intertextuality and interaction of image and sound) levels (Xavier 1999: 335) . 
Women in the Nation Building Process
Women (or rather the concept of women) act as an important ideological marker in the newly independent ex-colony now nation-states. Through legislation, the new revolutionary elite of these countries gave large degree of freedom to women for participation in public life. But the revolutionary élites were no less patriarchs than the imperial/colonial elite they replaced (YuvalDavis 1997) .
Various studies on women indicate that women participate in the nation building process.
Walby reports that they are used as 'a focus and symbol in ideological discourses used in the construction, reproduction and transformation of ethnic/national categories' (Walby 1996: 82) .
Özkırımlı refers to Anthias and Yuval-Davis' concept of woman as representative of nation:
....in addition to being biological reproducers of members of ethnic communities woman are also the reproducers of boundaries of ethnic/national groups transmitter of culture as well as signifiers of ethnic/national differences... (Özkırımlı 2017: 205-211) In European countries political rights were usually given relatively late to women compared with third world countries. In the European context, women fought to legalize their citizenship rights whereas in the third world context, women were granted these rights without much effort on their part (Walby 1996: 91) . In all countries however, after granting these rights to women, the male political authority redefines its traditional role towards women through legislation. After these laws are passed, men have limited control over women's bodies, their right to enter a job or stand for political career. Except in rare cases, women are still under the control of the private patriarchy, that is, of domestic male domination. In the public patriarchy, created for women by the state, women are not excluded from activities in the public domain. They are 'allowed to enter all spheres, but are segregated and subordinated there' (Walby 1996: 89) .
Nation-state formation in Turkey followed a similar course. After its war of independence and the abolition of the sultanate, the revolutionary elite of the republic used women as national symbols. Previously, post-Tanzimat reformists had emphasized 'the emancipation of women in moralistic, sentimental and civilizational terms' but not from a nationalistic view (Kandiyoti 1991: 26) . Their objective was to attack decaying Ottoman institutions in the face of growing European economic and military power.
Since conservative Ottoman institutions were strong and any attack on them could raise objections, Kemalists chose the issue of women when they wanted to attack these institutions (Kandiyoti 1991: 26) . During World War I and the independence war, women's 'patriotic' activities legitimized their greater mobility and visibility (Kandiyoti 1991: 30; Arat 2008: 391-93) .
With the establishment of the Turkish Republic, women were granted full citizenship and equal rights. Since the Kemalists tried to limit religion to the private sphere and create a full scale, secular life 'the woman question became one of the pawns in the Kemalist struggle to liquidate the theocratic remnants of the Ottoman state' (Kandiyoti 1991: 38) . Unlike their western counterparts, Turkish women lacked the economic power to achieve any independent action against the patriarchal system. Instead they are given a mission:
...mythical unity of national imagined communities is maintained and ideologically reproduced by a whole system of symbolic border guards which classify people as members and nonmembers of a specific collectivity. These border guards are closely linked to specific cultural codes of style of dress and behavior as well as to more elaborate bodies of customs, religion, literary and artistic modes of production and of course language ...women are seen as embodiments and cultural reproducers of ethnic/national collectivities... (Özkırımlı 2017: 179) Until the emergence of an autonomous female action, the new Turkish women were given the mission of legitimizing the new Turkish Republic. They assumed the role of fighters against ignorance of the masses in Anatolia and had to work hard to deserve the rights they were given. Their mission was to civilize people, especially 'backward' rural women. Kemalist equality of rights melted into the pot of sameness with the women having a genderless identity or women behaving like men (Arat 1997: 101) . During this transformation process radical and different voices were repressed, including women's rights advocates (Karaveli 2018) . The liberated Turkish woman was compelled to 'repress her sexuality, had faith in professionalism (or education) and had respect for the community over the individual' (Arat 1997: 105) . After several decades and economic and cultural transformation in the 1960s, some Turkish women were able to achieve economic freedom. Some claimed equal freedom of action in the intellectual and revolutionary circles. Kahpeye-1973) or prostitutes. But they are all struggling in a hostile male world in a patriarchal discourse that promises happiness, economicsocial freedom but in the protective disguise prevents women from achieving their aims. Thus, this schizophrenic identity split of women lead to their destruction in the end. Though women seem to achieve what they want, it is still the male dominant world that tolerates and defines the borders of female success and freedom.
The contrast between constructed national identity versus cultural identity is stressed through the allegorical journey of the woman in I Lost My Heart to a Turk. Refiğ contrasts the constructed Turkish national identity and its mission to create the positivist westernized individual with the natural cultural identity of Turkish people (stored in the collective unconscious of the people) through German woman's, Eva's, experience. The comparison between European formalism is also represented through Eva's son, Zafer.
Synopsis

I Lost My Heart to a Turk
Zafer has a toy rocket (signifying German-European technological achievement ad rationality) he 
Old and New: Resistance is Futile
According to Frantz Fanon one of the dangers of going back to the original roots in the myth-making process of a young nation-state can be over-romantization of the past practices. The artist in creating a new myth can try to adapt and encourage a neo-conservatism (Fanon 2004 ).
Halit Refiğ is well aware of the fact that Turkish modernization initiated two centuries ago is partially successful in Turkish society but it is also possible to reconcile traditional elements in The issue of old versus new is brought once again by rural women in Mustafa's family.
Mustafa's mother is prejudiced about European women. She claims Eva is incompatible with
Turkish traditions, she will corrupt the order of the small village. (Eva drinks rakı, a Turkish alcoholic beverage, offered by Mustafa's father, a shocking action incompressible to rural women who are used to serve their husband and never drink alcohol on the same table with them). But this criticism leaves its place to mutual understanding as Eva changes from a childish two-dimensional character to a mature woman. Eva purely and innocently adapts the Turkish customs such as practicing daily prayer, dressing in Turkish traditional rural clothes and speaking in Turkish.
Eva's presence and change brings hope to Mustafa and he quotes his dream so leaving his town for Germany to become a worker. Mustafa actively tries to change the fate of the village by bringing water for better farming. He applies for government loans and grants for farming.
Mustafa's change is the represent Turkish peoples' ability to adapt and fight their fate.
There is also an ambiguous scene about the unionized workers call for a strike in the Sümer factory. In this scene, a few workers are gathered around a unionist whereas most of the workers İsmail and his friends are the old patriarchs. They represent the ugly, corrupted side of Turkish identity. İsmail uses Eva in Germany to have shelter, food and, sex. All of his basic animallike needs are satisfied then. But when he comes back Turkey, these needs are provided either by an obedient wife or by his sister-in-law. İsmail has no remorse for his actions in Germany. He throws Eva out of his house and tells the local youth 'to scare her' openly inviting the mother of his child to be raped. This same man kills Eva's newly-wed husband because his code of honor is violated. Eva makes a conscious choice as a woman and chooses a man on her own. This action drives İsmail crazy. As an old fashion patriarch, he cannot tolerate independent female action and kills. There is also reference to western woman and promiscuity. In the factory when asked who Eva was, one of the workers' comment: 'Our man İsmail is a great person. He must have shown the power of the Turk to European women while abroad'. For the workers, or the old patriarch, it is a universal truth that Turkish men are a legend among European women who are ready to have sex with them.
There are also other minor old patriarchs. In addition to İsmail, there are the two pimps and the hotel manager who try to take advantage of Eva's loneliness. The hotel manager takes money to serve Eva to two local rich men (esnaf). These people have greedy and obsessive lusty behavior.
For them Eva is the reflection of the promiscuous western woman ready to have sex with them.
By contrasting Ismail and his friends' lust with Mustafa's romance Refiğ draws a line between the old and compassionate patriarchy. But in between there is the category of a new patriarchy.
The new patriarch is the Kemalist republican intellectual we mentioned earlier in the thesis.
There is a whole genre of young idealist urban men/women experiencing trauma in the city and finding the true self in the village, and generally they become teachers. such as eg. Dünden Önce Yarından Sonra (Before yesterday, after tomorrow) written by Attila İlhan. When Eva first comes to Mustafa's village, the village teacher assists her. In fact, he is temporarily teaching as part of his military service. This teacher is trying to pursue Eva to go back to Germany, and asks why she wanted to stay in 'such a backward land'. He also offers a guided tour of the region and the only thing he could show is the ancient Byzantium church mentioned above. In addition to his discouragement of Eva, the teacher also causes trouble within the village community. 
